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and	the	blood	was	coming	down	all	over	her	face	and	waist.579			It	is	with	regards	to	the	sobriety	of	his	style	that	Reznikoff	was	willing	to	accept	for	his	poetry	the	label	of	Objectivism,	which	he	idiosyncratically	defined	as	‘a	poetic	inflection	of	the	objective	register	required	of	courtroom	testimony’.580	One	must	follow	the	rules	with	respect	to	testimony	in	a	court	of	law,	he	says,	as	Hixon	relates,	that	is,	evidence	to	be	admissible	in	a	trial	cannot	state	conclusions	of	fact	but	must	state	the	facts	themselves’.581	In	other	words,	one	must	wrest	the	externals	of	an	event,	however	horrific,	from	any	emotion,	commentary	or	judgment,	which	are	left	for	a	reader	to	provide	him-	or	her-self.	Hixon,	who	emphatically	relates	her	admiration	for	Reznikoff’s	model	restraint,	his	ability	to	withdraw	before	the	other	in	order	to	construct	rather	than	express	emotion,	as	we	saw,	expresses	a	similarly	ambition	for	a	sober	approach	towards	the	treatment	of	material	within	the	composition	of	the	performance.	‘I	have	always	found	the	way	forward	by	restraint	and	by	the	particular,’	she	says,	‘	–	the	particulars	of	a	walk,	a	fall,	a	specific	name,	a	death	or	saying	goodbye’.582	Here	as	elsewhere	then,	the	company’s	treatment	of	historiographic	materials	in	its	persistent	engagement	with	the	archive	echoes	the	movement	of	Benjamin’s	conception	of	a	citational	practice	of	Rettung	as	the	matrix	of	justice.	In	a	gesture	of	resending	what	has	barely	been	received,	a	neglected	inheritance	is	saved	and	sent	on,	ex-appropriated,	exposed	before	the	coming	of	other	respondents.		In	 the	 context	 of	 the	 relaunched	 testimonies,	 the	 generative	constraint	of	a	sobriety	of	style	further	doubles	up	as	the	suspension	of	a	rush	to	judgment.	As	such	it	here	recalls	the	afterlife	of	the	Hölderlinian	conception	 of	 caesura	 as	 we	 have	 seen	 Weber	 locate	 it	 in	 Benjamin’s	writings	on	Epic	Theatre’s	practice	of	 interruption	precisely	around	the																																																									579	Charles	Reznikoff,	By	the	Water	of	Manhatten.	(New	York:	Charles	Boni	Press	1930),	76.	580	Goulish	&	Hixon.	581	ibid.	582	ibid.	
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terminology	 of	 a	 certain	 sobriety.	 Unsurprisingly,	 in	 Testimonium,	 the	employment	 of	 a	 sobriety	 of	 style	 will	 be	 similarly	 associated	 with	 a	compositional	structure	 that	employs	 interruption,	 separation	and	gaps	as	 its	 overriding	 principle.	 Finding	 itself	 breached	 at	 the	 joints,	repeatedly	and	temporarily	halting	the	forward	thrust	of	the	action,	the	performance	 unfolds	 in	 fits	 and	 starts,	 leaping	 across	 the	 openings	 of	gaps	within	a	continuously	interrupted	spatio-temporal	composition.583		Far	from	a	transparency	of	transitions	between	mere	alternations	of	 representations	 that	move	seamlessly	 towards	 their	 final	 conclusion,																																																									583	‘Matthew:		Stephen	delivers	a	file	to	Bryan	at	the	table.	The	delivery	interrupts	Stephen’s	movement	sequence.	Bryan	opens	the	file	and	immediately	begins	to	read	the	first	testimony,	involving	the	day	laborers	crowded	into	a	boat	in	a	pre-dawn	icy	harbor.	Theo	enters,	sets	up	his	drums,	and	sits	behind	them.	Bryan	resumes	reading.	The	boat	strikes	a	large	ice	floe	and	begins	taking	water.		 Men	begin	to	shout,	ankle-deep	in	water.	
The	man	at	the	wheel	turns	now	with	his	flashlight:	–everybody	turning	and	everybody	pushing;	–those	near	the	windows	try	to	break	the	windows,	in	spite	of	wire	mesh	in	the	glass;	–those	near	the	door	are	now	in	the	river.	They	are	in	the	river.	They	reach	for	the	ice	floe,	–their	hands			Lin:	Theo	 begins	 drumming	 an	 off-balance	 beat.	 Did	 he	 interrupt	 Bryan?	 Is	the	story	finished?	What	will	happen	to	the	men	in	the	icy	river?	Tim	and	Bobby	 enter	 with	 their	 guitars.	 The	 first	 song	 has	 already	 begun,	exploding	 out	 of	 the	 first	 testimony	 as	 a	 kind	 of	 protest	 against	 the	irreversible	nature	of	the	facts.			 I	used		 the	scythe	like	a	corkscrew.		 I	used	 the	corkscrew	like	a	wedge.				 I	used		 the	wedge	like	a	hammer		 	 Because	any	tool	is	also	a	hammer		 	 As	any	rule	is	subject	to	its	matter’.	[Goulish	&	Hixon]	
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interruptions	of	continuity	expose	isolated	fragments	before	an	audience	piecemeal,	 severed	 from	the	 flow	of	empty	and	homogenous	clock	 time	or	 the	 linear	 pull	 of	 teleological	 conclusions.	 Confronted	with	 the	 thus	exposed	 fragments,	 Hixon	 relates,	 ‘those	watching	 become	 increasingly	aware	of	 themselves	watching	and	 the	others	 in	 the	 room	watching’.584	Moreover,	 in	 Testimonium,	 the	 clearly	 framed	 and	 separated	 parts	 are	not	merely	 severed	 from	 linear	 continuity,	 but	 further	 belong	 to	 three	clearly	separated	strands	of	media	the	performance	puts	to	work:	recital,	movement	and	music.	Discussing	the	effect	 the	clearly	separated	blocks	have	on	 the	viewer,	Goulish	observes	 that	 ‘the	blocks	never	blend	–	 all	juxtaposition,	 no	 accompaniment.	 Our	 audience/jury	 then	 has	 another	













the	Nameless	in	History		 He	will	call	this	part	Machine	Age.		 He	has	read	through	court	transcripts:	testimonies.		 He	has	distilled	the	words	and	forged	these	poems.		 These	poems	that	are	not	poems.		 Who	was	Bernadette?		 He	will	not	let	her	disappear.		 He	will	not	let	her	words	burn	away	into	ash.		 Machine	age.592					As	already	indicated,	another	way	of	emphasizing	Testimonium’s	relation	to	 the	 question	 of	 inheritance	 and	 justice	 seems	 possible.	 One	 that	bespeaks	no	longer	a	sole	or	privileged	concern	with	a	general	attitude	of	exappropriative	 restraint	 in	 view	 of	 a	 maximum	 (if	 limited)	 respect	before	the	singularity	of	an	absolute	past	and	future,	but	a	more	specific	endeavor	of	brushing	history	against	 the	grain.	An	effort	 that,	 never	 so	much	 as	 explicitly,	 yet	 nevertheless	 implicitly	 goes	 far	 beyond	 a	 self-proclaimed	 interest	 in	making	amends	 for	 the	critical	neglect	of	certain	source	materials	but	more	radically	might	be	said	to	‘free	the	present	for	a	memory	 of	 the	 downtrodden	 in	 history’	 and	 somewhat	 quietly	 ‘seize	the	political	 chances	of	 the	day	and	 ‘rescue’	 the	 images	of	 the	past	 that	most	concern	the	present’.593	‘Reznikoff’s	Testimony,’	Hixon	relates,			 makes	irregular	use	of	intertitles	in	the	form	of	categories:			SOCIAL	LIFE	DOMESTIC	DIFFICULTIES	LABOR	TROUBLES																																																									592	Goulish	&	Hixon.	593	Fritsch,	161-2.	
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CHILDREN	PROPERTY	MACHINE	AGE	STREETCARS	AND	RAILROADS			 	 	 	 						SHIPPING	Of	these,	we	decided	to	concentrate	on	LABOR	TROUBLES,	MACHINE	AGE,	and	PROPERTY’.594			The	categories	in	general,	but	even	more	so	the	particular	selection,	inscribe	in	elliptical	form	the	testimonies	of	human	suffering	into	a	historical	trajectory	of	industrial	progress	as	evidence	of	Benjamin’s	famous	claim	that	‘[t]here	is	no	document	of	civilization	which	is	not	at	the	same	time	a	document	of	barbarism.’	For	‘[a]	heritage,	Benjamin	insists,	owes	its	existence	“not	only	to	the	efforts	of	the	great	minds	and	talents	who	created	them,	but	also	the	anonymous	toil	of	their	contemporaries.	[…]”’.595	To	avoid	a	second	victimization	of	the	“anonymous”	dead	at	the	hands	of	the	survivors,	Testimonium	might	thus	be	said	to	stand	within	a	critical	historiographic	tradition	that	calls	for	‘a	“memory	of	the	nameless”	rather	than	a	memory	of	the	dead	in	general,	so	as	to	resist	‘a	process	of	cultural-historical	transmission	[…]	that	dissimulates	both	past	oppressions	and	contemporary	domination’.596		
	
	
	
	
	
	
																																																									594	Goulish	&	Hixon.	595	Fritsch,	161.	596	ibid.	
		
289	
Conclusion	
	
	
An	Amateur’s	Courage	–	Cunning	and	High	Spirits	for	the	
Task	of	Inheritance	that	Remains			 In	retrospect,	perhaps	the	figure	of	the	amateur	can	be	seen	to	proliferate	throughout	this	writing,	whether	in	the	form	of	the	artist,	the	child,	the	allegorist,	the	plotter,	the	assistant	[Gehilfe],	the	creature,	Echo	or	indeed	Walter	Benjamin.	The	decisive	trait	that	allows	these	different	incarnations	of	the	figure	of	the	amateur	to	participate	in	what	they	love	and	desire,	of	proffering	a	critical	response	[Stellungnahme]	in	spite	of	a	lack	of	a	secure	Stellung	[position,	status,	employment]	would	be	that	of	courage	[Mut],	which,	as	Benjamin	relates	with	regards	to	the	Fairy	Tale,	dialectically	splits	into	cunning	and	high	spirits	[Unter-	und	Übermut].597	It	is	the	courage	to	contribute	to	the	socio-political	construction	of	the	ethos	in	spite	of	an	absence	or	lack	of	the	securities	of	the	proper	that	here	mark	out	the	figure	of	the	amateur.	Barred	from	the	participatory	task	of	inheritance	by	its	monopolised,	instrumentalized	and	increasingly	sealed	transmission,	the	amateur	revolts	against	his	or	her	alienation,	expropriation	and	reduction	to	the	consumerist	experience	of	life	as	the	ephemeral	flux	of	an	industrially	produced	flow	of	artifactuality.598	The																																																									597	‘The	wisest	thing	–	so	the	fairy	tale	taught	mankind	in	olden	times	and	teaches	children	to	this	day	–	is	to	meet	the	forces	of	the	mythical	world	with	cunning	and	with	high	spiritis.	(This	is	how	the	fairy	tale	polarizes	
Mut,	courage,	dividing	it	into	Untermut,	that	is,	cunning,	and	Übermut,	high	spirits.)	[Walter	Benjamin,	‘Der	Erzähler.	Betrachtungen	zum	Werk	Nikolai	Lesskows’,	Illuminationen,	385-410.	(Frankfurt	am	Main:	Suhrkamp	Verlag,	2002),	404].	598	‘The	amateur	is	not	a	consumer.	Contact	between	the	amateur’s	body	and	his	art	is	very	close,	imbued	with	presence.	That’s	what	is	beautiful	about	it,	and	that’s	where	the	future	lies.	But	here	things	open	onto	a	problem	of	civilization.	Technical	development	and	the	evolution	of	mass	culture	reinforce	the	division	between	producers	and	consumers	to	a	
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lack	of	Stellung	that	bars	him	from	contributing	to	the	social	production	of	value	becomes	the	precarious	resource	and	hope	for	a	new	conception	of	the	task	of	inheritance	as	the	socio-individual	re-work	of	mourning.599	The	counterstroke	against	the	lack	of	Stellung	and	the	relegation	to	the	passivity	of	consumption	comes	in	the	form	of	a	Haltung	that	resists	the	monopolized	flow	of	cultural	transmission	in	order	to	un-seal	it,	that	is,	open	it	to	the	possibility	of	transformation	qua	participation.	The	temporal	lag	of	a	resistance	exposes	the	interrupted	transmission	as	essentially	breached,	swelling	under	the	virtual	intrusion	of	other	
possibilities.	In	other	words,	the	amateur’s	Haltung	is	an	effort	to	render	cultural	inheritance	appropriable.	‘For	what	is	the	value	of	all	our	culture	
																																																																																																																																															frightening	extent.	We	are	a	consumer	society,	and	not	at	all	a	society	of	amateurs’	[Roland	Barthes,	The	Grain	of	the	Voice.	Interviews	1962-1980,	217].	599	If	the	amateur	is	a	figure	that	here	predominantly	arises	in	a	context	of	resistance	to	monopolist	capitalism’s	tendencies	towards	the	expropriation	of	experience	[Erfahrung]	–	and	thus	from	the	dissolution	of	pre-industrial,	non-similar	traditions	–	a	notable	exception	to	this	dynamic	imposes	itself	within	the	context	of	the	German	baroque	as	it	has	been	one	of	our	themes.	For	Benjamin,	as	we	saw,	portrays	the	latter	precisely	as	a	crisis	of	tradition	as	the	crisis	of	tradition’s	monopoly	over	the	social	organisation	of	life.	In	this	context,	it	is	the	dissolution	of	the	prevalent	eschatological	narratives	of	theology	and	their	institutional	organisation	by	the	Church	that	leads	‘to	the	problematic	situation	of	an	isolated	self	and	its	difficult	relation	to	the	community’	that	calls	for	the	cunning	and	high	spirits	of	the	amateur	[Weber,	Theatricality	as	Medium,	168].	The	vacuum	left	behind	by	the	departure	of	a	monopolist	organisation	of	the	social	paves	the	way	for	the	emergence	of	the	latter	(allegorist,	plotter)	to	become	the	model	of	a	new	economy	of	contribution.	By	adopting	an	attitude	of	allegorical	theatricalization	in	the	production	of	social	significance,	the	baroque	“amateur”	begins	to	experiment	with	new	forms	of	socio-individual	appropriation	in	which,	as	we	might	put	it,	‘the	relation	to	self	and	the	relation	to	world	are	articulated	together	[…]	[Weber,	Benjamin’s	–abilities,	246].	The	baroque	amateur	thereby	seeks	to	build,	to	paraphrase	Stiegler,	‘a	sustainable	libidinal	economy	and	does	not	expect	[the	Curie]	to	put	it	in	place’	[Bernard	Stiegler,	‘Amateur’,	Ars	Industrialis.	http://arsindustrialis.org/amateur-english-version/.	Accessed	February	2016.	Stiegler’s	sentence	actually	reads:	‘…and	does	not	expect	industrial	society	to	put	it	in	place’].		
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[Bildungsgut,	more	literally:	the	goods	of	education],’	Benjamin	asks,	‘if	it	is	divorced	from	experience?’600		As	a	response,	as	we	might	put	it,	to	a	difficult	situation	of	isolated	individuals	and	their	relation	to	the	community,	the	amateur’s	hopeful	experiments	arise	–	without	ever	becoming	fully	erect	–	as	a	consequence	of	a	mourned	loss	of	a	more	active	culture	of	contribution.	Benjamin	unfolds	this	mournful	narrative	as	a	socio-economic	development	that	dissociates	the	‘goods’	of	tradition(s)	from	the	possibilities	of	their	socio-individual	appropriation.	What	Benjamin	mourns	is	the	loss	of	experience	[Erfahrung]	as	‘a	form	of	appropriation	in	which	the	relation	to	self	and	the	relation	to	world	are	articulated	together	and	which	simultaneously	transforms	the	appropriated	and	the	appropriator’.601	The	acquisition	of	experience	[Erfahrung]	through	the	becoming	present	of	the	past	by	a	dynamic	process	that	defies	their	metaphysical	opposition	–	alongside	that	of	living	and	dead	memory	(anamnesis	and	
hypomnesis)	–	could	thus	be	said	to	describe	a	relay	movement	through	which,	as	Stiegler	says,	the	‘living	and	dead	compose	without	end’.602	Within	this	dynamic	process,	Erfahrung	would	be	the	product	of	the	labour	of	such	compositions.	What	has	been	lost,	therefore,	is	not	merely	the	specific,	situated,	specialised	know-how	(to	live)	passed	on	through	the	generations	that	is	as	yet	unstamped	by	technological	and	industrial	drives	to	similitude,	but	more	importantly,	the	participatory	possibilities	of	its	on-going	transformation	by	a	labour	of	appropriation	that	must	double	up	as	that	of	a	response.	What	has	been	lost,	in	other	words,	is	responsibility	before	an	inheritance	brought	on	by	a	loss	of	the	response-ability	of	its	transmission.	Benjamin	describes	this	process	as	that	of	a	loss	of	experience	within	capitalist	modes	of	production	(from	artisanal	production	to	machine	labour)	and	consumption	(from	use-value	to	commodity	fetish),	as	well	as	an	increasingly	instrumentalised																																																									600	Benjamin,	‘Erfahrung	und	Armut’,	292.	601	Thomas	Weber,	‘Erfahrung’	in	Benjamin’s	Begriffe,	ed.	Michael	Opitz	and	Erdmut	Wizisla,	230-259.	(Frankfurt	am	Main:	Suhrkamp	Verlag	2000),	246.	602	Stiegler,	‘Anamnesis	and	Hypomnesis’,	no	pagination.	
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transmission	of	memory	and	know-how	(the	decline	of	the	story	and	the	rise	of	industrial	flows	of	information).		With	recourse	to	Benjamin,	Thomas	Weber	fittingly	sums	up	this	parallel	dissolution	of	experience	as	follows:			 As	the	social	and	technical	conditions	of	production	increasingly	fall	out	of	people’s	memory	and	experience	[Merk-	und	[…]	
Erfahrungswelt]	with	the	commodity-form,	historical	phenomena	become	“inaccessible”	[“unnahbar”]	within	cultural	history	[Kulturgeschichte].	The	latter	goes	hand	in	hand	with	a	loss	of	an	awareness	that	cultural	goods	[Kulturgüter]	“not	only	owe	their	emergence	[Entstehung]	but	also	their	transmission	to	a	continuous	social	labour	by	which,	moreover,	those	goods	themselves	are	processed	[verarbeitet],	that	is,	transformed”.603		Seeking	to	bring	the	ostensibly	transparent,	“inaccessible”	flows	of	transmission	of	cultural	history	to	a	halt,	the	Haltung	of	the	amateur	renders	them	memorable	qua	strange	[merk-würdig].	In	doing	so,	he	or	she	facilitates	the	becoming	opaque	of	the	medium	of	transmission,	prising	open	its	contextual	closure	and	exposing	it	as	essentially	breached:	demonstratively	leaving	room	for	his	or	her	own	as	well	as	the	coming	of	other’s	participation.604	To	ward	off	the	stultifying	transmission	of	a	sealed	inheritance,	the	amateur	must	put	to	the	test,	again	and	again,	by	a	labour	of	appropriation	that	takes	the	form	of	rehearsal.	Benjamin,	to	be	sure,	does	not	strictly	employ	the	term	rehearsal	to	describe	the	necessarily	transformative	labour	of	appropriation	but	one	that	comes	very	close	to	it,	namely,	Übung,	the	task	of	practicing,	training,	exercising	or	taking	lessons.	If	in	the	realm	of	labour	processes	Übung	describes	a	more	artisanal,	participatory,																																																									603	Thomas	Weber,	‘Erfahrung’,	255.	604	The	difference	between	a	closed,	transparent	and	an	open,	opaque	means	of	transmission	is	for	instance	elaborated	in	Benjamin’s	distinction	between	the	passive	consumption	of	information	and	the	story’s	call	to	participation.	See	Benjamin’s	essay	‘The	Story	Teller’.	
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transformative	mode	of	skill	acquisition	before	or	against	that	of	the	conditioning	drill	[Dressur]	of	capitalist	modes	of	production,	in	the	context	of	cultural	history	it	might	describe	a	modality	of	inheritance	and	reception	as	socio-individual	co-production	before	or	against	the	sealed	transmissions	of	memory	industries	in	the	service	of	what	Bernard	Stiegler	calls	the	control	society.	The	loss	of	Erfahrung	springs	from	the	loss	of	Übung	as	the	technique	of	its	acquisition.		With	the	rise	of	industrial,	monopolist	capitalism,	Übung	or	rehearsal	must	make	way	for	the	stultifying	expropriations	of	drill	and	control.	Although	Benjamin’s	concept	of	experience	thus	construed	would	be	closely	linked	to	the	transformative	aspects	of	its	acquisition	through	rehearsal,	in	the	context	of	the	narrative	of	its	loss	he	nevertheless	seems	tempted	to	stress	the	aspect	of	its	relative	permanence.	As	a	result,	those	passages	in	which	he	laments	the	loss	of	lasting	experiences	against	the	background	of	an	immense	and	monstrous	expansion	of	technology	over	mankind,	perhaps	form	the	apotheosis	of	one	side	of	what	Samuel	Weber	calls	the	‘double	(or	“cracked”)	tone’	of	Benjamin’s	thinking	and	writing,	split	between	melancholy	and	mourning	on	the	one	hand,	engagement	and	hope	on	the	other.605	‘Where	has	it	all	gone?’	Benjamin	asks	in	his	lament	of	a	time	during	which	one	exactly	knew	what	experience	constituted.	‘Who	still	meets	people	who	really	know	how	to	tell	a	story?	Where	do	you	still	hear	words	that	last,	and	that	pass	from	one	generation	
to	the	next	like	a	precious	ring?’606	Yet	as	the	essay	‘Experience	and	Poverty’	seems	to	closely	follow	the	programme	of	a	double	tone,	split	between	a	mournful	lament	of	tradition	and	a	call	for	high	spirited	improvisations	in	its	wake,	one	might	suspect	that	Benjamin’s	stress	on	the	lasting	aspects	of	experience	over	those	of	its	transformative	survival	through	participatory	transmission	is	in	parts	employed	for	the	rhetorical	effect	of	their	contrast.	Indeed,	a	similar	observation	can	at	times	be	made	at	the	other	side	of	the	spectrum	of	a	cracked	tone,	namely,	in	those	passages	where	Benjamin	wants	to	be	done	with																																																									605	Samuel	Weber,	Benjamin’s	–abilities,	119.		See	footnote	228,	p.86.		606	Walter	Benjamin,	‘Erfahrung	und	Armut,	291	&	731,	my	emphasis.	
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experience	and	inheritance	altogether.	Yet	a	more	nuanced	reading	of	the	relation	between	what	is	sadly	mourned	and	paradoxically	affirmed	with	high	spirits	seems	possible.	By	calling	for	the	radical	affirmation	of	the	loss	of	tradition,	habit,	security	and	the	possibility	‘to	hold	tight’	[Festhalten]	that	‘has	become	the	monopoly	of	a	few	powerful	people,’	Benjamin	rejects	the	lasting	aspect	of	more	or	less	reified	products	of	experience	whilst	nevertheless	seeking	to	restore	and	radicalize	–	perhaps	relaunch	–	the	dynamic,	participatory,	transformative	processes	that	previously	brought	about	their	acquisition.	Put	differently,	the	counterstroke	against	the	security	and	steadfastness	of	a	Stellung	that	has	become	the	monopoly	of	the	few	and	powerful,	is	not	the	latter’s	restoration,	but	the	search	for	renewed	possibilities	for	transformative	participation	from	an	affirmed	position	of	limited	security.	Thus,	Benjamin’s	call	for	an	avowal	and	affirmation	of	the	‘poverty	of	experience’	describes	a	modality	of	inheritance	as	the	dynamic	process	of	a	reworking	of	its	transmission	that	avoids	reification	into	lasting	‘products’	of	experience.	It	is	this	desire	to	participate	without	Stellung,	the	hopeful	affirmation	of	a	poverty	of	experience	that	must	‘make	do	with	little,’	‘construct	out	of	little,’	that	I	am	here	associating	with	the	cunning	and	high	spirits	of	the	amateur	and	a	politics	of	rehearsal.	The	hope	that	it	conjures	is	never	that	of	the	restoration	of	a	mourned	security	of	tradition,	of	more	or	less	possessable	and	communicable	experiences,	but	of	a	radical	commitment	to	the	task	of	inheritance	through	its	perpetual	reworking	in	the	absence	of	the	securities	of	the	proper.	‘To	make	do	with	little,’	which	was	perhaps	also	an	aspect	of	the	method	of	self-writing	Michel	Foucault	identified	in	the	Greco-Roman	practices	of	keeping	a	treasure-like	assemblage	of	rehearsable	marks	in	the	notebook	as	hupomnēmata	–	a	modality	of	appropriation,	as	we	might	here	put	it,	in	which	the	relation	to	self	and	the	relation	to	world	are	articulated	together	by	the	simultaneous	transformation	of	what	is	appropriated	and	who	appropriates	–	without	ever	becoming	too	fixated	
		
295	
on	what	one	knows.	Not	to	erase	one’s	traces,	as	Benjamin	also	likes	to	quote	Brecht,	but	to	avoid	their	reified	accumulation.607		In	the	comfort	of	the	bourgeois	interior,	Benjamin	says,	a	maximum	of	habits	accumulate	and	suffocate	the	occupants	of	such	plush	apartments.	Thus,	at	the	end	of	‘Experience	and	Poverty,’	he	calls	for	a	very	different	way	‘to	make	oneself	at	home’	[sich	einrichten],	that	is,	to	construct	an	ethos	in	the	affirmed	absence	of	familiarity,	security	and	identity.	It	is	the	effort	of	‘making	[oneself]	a	home	away	from	home’	[Einrichtung],	to	‘set	oneself	up’	[sich	einrichten]	anew	and	with	little,	whilst	avowing	an	essential	process	of	self-deconstruction.608	Benjamin	non-fortuitously	employs	the	very	same	term	–	Einrichtung	–	in	the	context	of	his	analysis	of	Epic	Theatre,	where	the	place	upon	which	one	must	‘take	one’s	place’	[sich	einrichten]	becomes	that	of	the	theatrical	stage,	or	more	precisely,	the	podium	of	Epic	Theatre.	What	the	latter	context	brings	home,	so	to	speak,	is	that	the	call	to	Einrichtung	in	the	absence	of	the	securities	of	the	proper	and	property	entails	a	becoming	theatrical	of	the	house	and	home	and	a	subject’s	being-at-home-with-itself.	The	latter	must	give	up	a	passage	to	the	outside,	which	prohibits	a	simple	opposition	of	inside	and	outside,	private	and	public.	For	‘the	space	of	the	theatrical	scene,’	upon	which	one	must	install	oneself	[es	gilt,	sich	
einzurichten],	as	Weber	puts	it,	‘is	no	longer	simply	an	interior	space,	since	it	is	always	directed	outward,	away,	toward	others.609	‘The	self	is	never	therefore	simply	“at	home”	on	a	podium,	or	on	a	stage[,]’	Weber	continues.	‘Perhaps,’	he	finally	goes	on	to	suggest,	‘the	stage	can	come	to	stand	for	a	place	in	which	one	is	always	already	placed,	without	being	fully	at	home	or	definitely	positioned’.610	To	be	thus	positioned	in	the	absence	of	a	security	of	Stellung	is	also	the	Haltung	of	the	amateur,	who	takes	up	a	pose	and	attitude	that	makes	do	with	little	and	never	fully	comes	to	rest	(for	instance,	on	what	he	or	she	comes	to	know)	as	it	perpetually	and	demonstratively	appeals	to	the	coming	of	the	other’s																																																									607	Walter	Benjamin,	Erfahrung	und	Armut,	294.	608		ibid,	296.	609	Samuel	Weber,	Theatricality	as	Medium,	246-7.	610	ibid,	68.	
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response	qua	theatrical	iterability	as	response-ability.	In	Derrida’s	account,	as	we	saw,	to	be	thus	exposed	to	the	coming	of	time	is	never	simply	a	matter	of	choice	but	an	ultratranscendental	condition	of	life	qua	survival.	Yet	by	affirming	and	aggravating	certain	auto-deconstructive	processes	of	the	laws,	goods	or	products	of	an	inheritance,	the	ethico-political	bearing	of	the	amateur	is	nevertheless	able	to	counter	all	limited	but	nonetheless	threatening	tendencies	towards	their	closure.	For	the	amateur,	the	crisis	of	tradition,	which	he	or	she	meets	with	a	cracked	sentiment	of	mourning	and	high	spirits,	becomes	the	only	chance	to	keep	alive	the	task	of	its	perpetual	reworking.	In	designating	the	place	for	a	more	or	less	precarious	Einrichtung	no	longer	simply	as	a	stage	but	as	a	podium,	Benjamin	seeks	to	radicalize	this	scene	of	exposure	through	the	podium’s	more	emphatic	appeal	to	others.611	For	in	Benjamin’s	account,	the	decisive	trait	of	the	podium	is	that	it	is	no	longer	separated	from	the	audience	by	the	chasm	of	the	orchestra	pit.	‘Although	the	stage	is	still	distinct	from	that	of	the	audience,	“still	elevated,”’	Weber	relates,	‘it	functions	more	as	a	“podium”	than	as	a	sacred	space’.612	‘On	this	podium,’	Benjamin	concludes,	‘one	must	find	one’s	place	[gilt	es,	sich	einzurichten]’.613	If	the	orchestra	pit	sought	to	separate	players	and	theatre-goers,	as	Benjamin	puts	it,	like	the	living	from	the	dead,	the	podium	appears	‘as	a	site	where	the	living	confront	the	dead’.614	A	confrontation	that	here	might	also	be	described	as	the	relay	movement	between	past	and	present	by	which	the	living	and	dead	compose	without	end	for	which	the	stage	as	podium	becomes	a	paradigmatic	place	without	Stellung.	‘Whatever	else	Benjamin’s	notion	of	
Einrichtung	may	entail,’	Weber	states,	‘it	refers	to	the	relation	of	the																																																									611	Samuel	Weber	describes	the	difference	of	stage	and	podium	as	follows:	‘In	being	raised	above	the	horizontal,	it	[the	podium]	is	positioned	to	appeal	to	others.	This	is	true	of	stages	in	general,	but	to	the	extent	that	a	stage	is	also	a	podium	its	relation	to	its	addressees	has	become	more	emphatic.	It	becomes	a	site	from	which	others	are	not	just	addressed,	but	enjoined.	In	the	presence	of	a	podium,	spectators	are	expected	to	do	more	than	just	observe’	[ibid].	612	ibid.	613	Walter	Benjamin,	‘Was	ist	das	epische	Theater	(1)’,	7.	614	Samuel	Weber,	Theatricality	as	Medium,	69.	
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living	to	the	dead,	of	the	present	to	the	past	–	and	hence	also	of	both	to	the	future’.615	Thus,	to	make	oneself	at	home	away	from	home	on	the	stage	as	podium	is	to	“inhabit”	the	paradoxical	temporality	of	rehearsal	by	a	gesture	of	repetition	that	maintains	a	simultaneous	reference	to	the	past	and	to	the	future.	In	‘Experience	and	Poverty,’	Benjamin	further	develops,	albeit	in	elliptical	fashion,	the	strange	temporality	of	such	an	Einrichtung	and	links	it	to	the	figure	of	hope.	There,	the	proponents	if	not	examples	of	what	I	am	here	calling	the	amateur	–	Bert	Brecht,	Adolf	Loos,	Paul	Klee,	Paul	Scheerbart	–	‘reject	the	traditional,	solemn,	noble	image	of	man,	festooned	with	all	the	sacrificial	offerings	of	the	past[,]	to	‘[…]	turn	instead	to	the	naked	man	of	the	contemporary	world	who	lies	screaming	like	a	newborn	babe	in	the	dirty	diapers	of	the	present’.616	Benjamin	therewith	links	the	rejection	of	the	securities	of	tradition	in	the	present	with	an	image	of	hope	for	the	future.	A	similar	sentiment	returns	at	the	very	end	of	the	essay.	Here,	in	contrast	to	the	possibility	‘to	hold	tight’	[Festhalten]	that	‘has	become	the	monopoly	of	a	few	powerful	people,’	Benjamin	evokes	the	necessity	of	most	but	also	the	particular	capacity	of	some,	‘to	install	oneself	[sich	einzurichten]	–	beginning	anew	and	with	few	resources’.617	The	latter	are	able	to	do	so,	Benjamin	says,	with	laughter,	that	is,	as	we	might	here	put	it,	with	the	courage	of	cunning	and	high	spirits.			 In	their	buildings,	images	and	stories,	mankind	is	preparing	to	outlive	culture,	if	need	be.	And	the	main	thing	is	that	it	does	so	with	a	laugh.	This	laughter	may	occasionally	sound	barbaric.618																																																									615	ibid.	616	Walter	Benjamin,	‘Experience	and	Poverty’,	Selected	Writings	Vol	2.2,	ed.	Michel	W.	Jennings,	Howard	Eiland,	and	Gary	Smith,	trans.	Rodney	Livingstone	et	al,	732-738.	(Cambridge	and	London:	Harvard	University	Press	2005),	733.	617	Walter	Benjamin,	Erfahrung	und	Armut,	296.	618	Earlier	in	the	essay	Benjamin	declares	his	intention	to	introduce	a	new,	positive	concept	of	barbarianism	to	designate	an	affirmative	attitude	towards	the	poverty	of	experience.	
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Well	and	good.	May	the	individual	from	time	to	time	give	up	a	little	humanity	to	the	masses,	who	one	day	will	repay	him	with	compound	interest.619			Although	the	crisis	of	tradition	is	unmistakably	the	condition	for	the	hope	that	opens	with	the	increased	possibilities	for	its	future	reworking,	Benjamin	is	here	perhaps	too	quick	in	wanting	to	offer	guarantees	through	the	trade-off	of	a	present	“barbarism”	for	a	future	interest.	For	the	newborn	babe	in	the	dirty	diapers	of	the	present	might	always	turn	out	to	have	been	a	monster.	A	monstrosity,	however,	which	even	if	it	remains	a	danger,	is	precisely	what	carries	hope	in	the	absence	of	all	future	guarantees.	The	monstrous	child,	like	‘the	call	for	a	thinking	of	the	event	to	come,	of	the	democracy	to	come,	of	the	reason	to	come,’	would	thus	carry	the	good	and	the	bad,	the	chance	and	the	danger,	‘[…]	bear	every	hope,	to	be	sure,	although	[remaining],	in	itself,	without	hope.		 Not	hopeless,	in	despair,	but	foreign	to	the	teleology,	the	hopefulness,	and	the	salut	of	salvation.	Not	foreign	to	the	salut	as	the	greeting	or	salutation	of	the	other,	not	foreign	to	the	adieu	(“come”	or	“go”	in	peace),	not	foreign	to	justice,	but	nonetheless	heterogeneous	and	rebellious,	irreducible,	to	law,	to	power,	and	to	the	economy	of	redemption.620																																																																			619	ibid,	296.	620	Jacques	Derrida,	Rogues,	xiii.		
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